





— 





ELLEN 
PAU 


What About Home Affairs? 








aes 





ELLEN 
PAU 


ae ER < + - BEKO 
Curated by Freya Chou 




















Ellen Pau : What About Home Affairs? — A Retrospective 





BAR — flee (eel 











12.09.2018 - 02.17.2019 


Curator 


EUR 


Exhibition production coordinator 


Graphic design 
Research assistant 


FA 
MBIT 
Sema 
ROE 





Freya Chou 
Fanny Chan 
Luo Jr Shin 
Wing Shan Chung 


Axe 
BRR 
Bea 
Sak At 





Para Site and the artist would like to extend our deep gratitude to the 
following who provide crucial support and research to the project: 


Para Site (22/2 Bm telt A 


David Chan Rit 

Chan Pik Yu R40 

Chang Tsong Zung S8/3({— 
Winkie Ching 24% 

Kyle Chung #ii7s##t 
Dorothea Etzler 

Winnie Fu (#88(# 

May Fung 8 

Marc Gléede 

Helen Grace 

Manray Hsu (#3cHi# 

Hui Tsz Ho #8 

Oscar Ho {aj B88 

Katrien Jacobs 

Alice Ming Wai Jim 15 
David Jhave Johnston 
Ellen Kong jl it 

Kong King Chu 738% 
Travis Shiu Ki Kong jT4#t 





Kung Chi Shing 825.5% 
Doris Kwan Miak#F 
Joel Kwong si(£E> 
Wallace Kwok 9b 
Andio Lai #2( 
Jamsen Law #5 (@ 
Jay Lee FE 

Isaac Leung 24# 
Edna Liu Sz 

Lo Yin Shan BA 
Lesley Ma Silt 
Yung Ma BS7e 
Microwave Festival fi ji #0 
ae 

Elaine W. Ng {i208 
Fion Ng 228 

Ng Tsz Kwan 2 
Alvis Parsley 

Alice Poon 7222411 


EEA RURAME : 


Sing Song Yong f#A7% 

Su Wei eit 

Diane To 

Videotage #82 AA 

Anthony Wong #85 

Dick Wong #AR& 

Phoebe Wong #4/)\#& 

Sara Wong 18 

Wong Sin Man Mandy #4 (7% 
Sonia Wong #5? 

Wong Sze Mei $ Efi 
William Wong 32% 

Siu Wai Hang # (#18 

Yau Ching ii### 

Danny Yung #28 

Zuni Icosahedron #22 — +88 
AFESCLA 











Ellen Pau: What about Home Affairs? - A Retrospective 


Para Site is honored to present Ellen Pau's first retrospective in Hong Kong, curated by Freya 
Chou. One of Hong Kong's most influential and pioneering artists, the exhibition features 
Pau’s multi-faceted artistic practice stemming from the late-1980s to the present, including a 
selection of video works, archives, and a series of unpublished photographs. Three major video 
installations—two series of Bik Lai Chu, and Recycling Cinema—are presented in their original 
formats to illustrate the artist’s unique approach to the medium, within the technological limits 
of their time of production. 


In this exhibition, eighteen of Pau's most representative works are displayed from a media 
archaeology perspective — through the development of technology, rather than following the 
traditional chronological order. The exhibition hopes to examine and interpret Pau's life and 
politics through the evolution of technological media. Its title begins with the concept of “home.” 
There is a statement in the Book of Rites by Confucius chapter entitled “Great Learning” 
that reads: “Cultivate oneself, put the family in order, govern the state, and pacify the world.” 
To pacify the world, one needs to go through different stages, with the cultivation of one's 
personal life as the most basic practice. The Chinese title is a wordplay between donggaa (house 
master) and gaadong (family possession), covering themes such as household chores, the status 
of housewives, and the identity of masters of the house. The corresponding English title— 
What about Home Affairs?—alludes to the Hong Kong government's Home Affairs Bureau, thus 
opening up a discussion about the relationship between civil political affairs and personal well- 
being. 


Ellen Pau was born to a family of medical doctors. Growing up, she was immersed in an 
intellectual environment enriched by her father’s expansive scientific knowledge. When she was 
nine years old, Pau received a Kodak 135 film camera from her father and became interested 
in photographic techniques and the world of imagery. Pau worked as a radiographer at Queen 
Mary Hospital after she earned a diagnostic radiology degree from Hong Kong Polytechnic 
University in 1982. Through to today, Pau’s unique professional background and work 
experience continues to shape her use of visual language in a way that is intimately connected 
with the inherent technology and subjectivity of digital media. 


The exhibition begins with Pau’s Disenchantment of the Statue (1987) and her recent work | Don’t 
Have Time to Deal with Fear (2018). Disenchantment of the Statue criticizes the hegemonic status 
of television and evaluates its political function in domesticating subjects under the logic of 
capitalism. Arrows constantly appear on the screen, pointing to London street names on Hong 
Kong's defensive wall as if to ask: Where is Hong Kong heading? Pau’s new augmented reality 
(“AR”) work | Don’t Have Time to Deal with Fear was triggered by the early 2018 discovery 
of a wartime bomb at a railway construction site in Wan Chai. Through AR technology, Pau 
recreates Hong Kong's urban legends along the Gin Drinker's Line, seeking to re-evaluate one's 
relationship with the city. Coincidently, both works took inspiration from this Gin Drinker's Line 
(a fortified defensive line used in 1941 during the Battle of Hong Kong in the Second World 
War) to interrogate the role that technology—wrapped in wallpaper reflecting incarnations of 
the ghosts of war—plays in mediating or whitewashing historical violence. 


These remnants of historical violence are also visible in Pau’s efforts to connect her evaluation 
of gender issues with Hong Kong's civil politics, transforming the female body into a battlefield 
for subjective awareness, while exploring and debating the truthfulness of machine-produced 
images. The exhibition reproduces two pieces from Pau's Bik Lai Chu series, a group of video 














installations developed over the course of ten years. Bik Lai Chu refers to the household 
cleaning product Pledge—its English name ‘pledges’ to keep a promise—is a metaphor for the 
Chinese government's promise to follow through on its political commitment to Hong Kong 
for fifty years after the handover. In this work, one can see the silhouette of a female who 
looks up every few seconds, accompanied each time by the sound of a pile driver. Through this 
persistent pounding noise, the artist questions how social norms and stereotypical gender roles 
sculpt, regulate, and restrain the female body. The image of “her” is absent in She Moves (1988). 
Instead, water droplets move to the tune of the popular World War Il song “We'll Meet Again”, 
abstracting the battlefield and experimenting with the fluid deployments formed by different 
image textures and technological forms. Song of the Goddess (1991) explores the love story of 
two Cantonese Opera divas, investigating how a patriarchal society silences women’s individual 
voices and further deprives them of a shared identity in mainstream culture. Exploration of the 
blurry line between truth and fiction, as well as changing image textures, became the artist's 
primary visual language in the late 1980s through the 1990s. This subsequently influenced her 
future mixed-sensory attempts to bridge behavioral performance and electronic noise. 


In the late 1980s, Pau began to collaborate with Zuni Icosahedron as well as with various 
choreographers, while filming many commercial music videos. She combined the media screen, 
the dance stage, behavioral performances, and installations to develop a video dance language 
fusing popular culture and contemporary imagery. In 1989, Drained II explored the video 
performance form through stage performance. Filmed with a household video camera, Drained II 
attempts to explore the metaphysical beings both on stage and electronic medium. Through a 
constant loop and image segmentation, the work also reflects the physical anxiety of inhabitants 
living in a dense urban center. In 1997, Pau and choreographer Dick Wong created Movement 
#1/10, weaving Wong's body movements with jazz and merging images, music, and light together 
through rhythm. The imagery, through the editing process, becomes the medium’s rhythm and 
its art form. The exhibition explores yet another of Pau’s important creative approaches: the 
deconstruction, and reconstruction, of static and fluid images. In 2016, Pau created Emergence 
(A work in progress) for the Hong Kong Museum of Art. Inspired by a citizen scientist's genome 
study of the Bauhinia blakeana—the floral emblem of Hong Kong—this project attempts to 
use data generated during the genetic sorting process to translate the DNA profiles of plants 
and animals into sound. During the deconstruction of DNA profiles, materials are converted, 
recomposed, and then reconstructed into another existence that shares the same biological 
essence but has a completely different physical form, aiming to reinterpret the DNA of Bauhinia 
blakeana. The series of photos on the Bauhinia blakeana are on public display for the first time. 
These images were taken casually, capturing scenes such as a car accident and underwear 
hanging from the windows of the Kwun Lung Lau public housing estate in Sai Wan. Through the 
use of special effects, the photos are transformed into a temple flying a flag; the image data is 
converted into a soundtrack. Pau titled this work A work in progress in hopes of recovering the 
Bauhinia blakeana’s full DNA one day, completing her interpretation of this symbolic “flag.” 


The political nature of Ellen Pau’s work is not reflective of a nostalgic reminiscence of a past 
era nor a direct criticism of certain ideas, but instead it is revealed through her very personal, 
autobiographical video diaries, which have evolved into a work embodying a collective memory. 
Through the composition and production of images, Pau explores and reflects on ways of 
creating a visual experience that transcends the camera lens and sublimates the ordinary into 
symbols of life and emotion. In TV Game of the Year (1989), Blue (1989-1990), Diversion (1989), 
Expiration (1997-2000), and Fanfare for the Common People (2010), Pau records the uneasy 














struggle in Hong Kong's political context during transitional periods. In 2003, the artist created 
the video text For Some Reasons based on the event of regulating the Article 23 of Hong Kong's 
Basic Law, recounting things people could not or should not do through the replacement of 
Chinese characters. 


A video becomes art in the hands of an artist—it creates illusion rather than merely 
reproducing reality. It realizes its value by detaching the artist's inner world from external 
reality through the camera's mechanical form, making the invisible visible, and setting forth new 
mechanisms and negotiations of space to challenge the closed traditional system. For Pau, the 
space she constantly negotiates is her home, Hong Kong. The rhythm of Hong Kong life and its 
historical and political events are all encoded in her visual works, with the masterpiece being 
Recycling Cinema, which represented Hong Kong in the 49th Venice Biennale. 


Recycling Cinema represents the pinnacle of Pau's works that integrate motion-picture 
techniques and electronic noises. It is also her response to the evolving meaning of “home.” This 
exhibition presents once more the uncut original film, allowing us to feel the artist's static gaze 
upon the changing cityscape, and compelling us to move beyond our simple spatial experience. 
Recycling Cinema records vehicles on a Hong Kong expressway over the course of 24 hours. 
The exhibition restores the original filming technique by using expanded projection to cast the 
recordings on a curved screen of 150 degrees which breaks the boundaries of the images and 
creates a panoramic and immersive viewing experience. The speed and direction of the moving 
images are uncoordinated; the rhythm changes in response to a viewer's breath or physical 
movement. Upon leaving the screen, an image travels across the room and returns to its point 
of departure, creating a sense of temporal and spatial imbalance. By using long-take surveillance, 
panning the camera, and filming close-ups, the artist fills Recycling Cinema with different rhythms 
throughout its short runtime. Pau observes the cityscape from a passive perspective while 
closing in on the highway's moving cars to create multiple points of view. Meanwhile, the film is 
interspersed with night scenes observed from Victoria Peak, with overlapping images of high- 
rises and the harbor, shot with a fast shutter-speed lens. The film eventually returns to the 
monotonous highway using a different lens perspective to highlight the change between the 
scenes. There is no dialogue throughout the film; only waves crashing, cars racing, and two lyrical 
lines from John Lennon's Love (1970) emerging at the end: “Love is truth, truth love.” Recycling 
Cinema is a love letter, the curved space is the road home; if you walk along the on-screen arc, 
you should be able to find your way home. The scenery along the way reveals Pau's criticisms of 
her urban experience; it is also a filial letter she penned to Hong Kong. 


On the occasion of the exhibition, Para Site has also commissioned a substantial review by 


Lo Yin Shan, a senior cultural commentator and media expert, to recapitulate Pau’s creative 
trajectory over the past three decades. 


—— Freya Chou 
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Disenchantment of the Statue 

BUR 

1987 

9°37" 

Video 8, single-channel, 4:3, colour and sound 
Video 8 > Hig 4:3 > Alt 
Courtesy of the artist 

(et Ee BS HEHE 


The video is a documentary on 
the making of Dial S for Sanity at 
the Hong Kong Fringe Club in 
1987. It explores the plausibility 
of media transmission through 
the use of white noise in video 
recordings and black-and-white 
images produced by television. 
Since the 1980s, television has 
become the mastermind of 
cultural consciousness within 
consumer society. This work 
criticizes the hegemonic status 

of television and reflects on the 
political function of domestication 
under the logic of capital. The 





reap-pearing arrows imply the 
uncertainty of Hong Kong's future. 
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She Moves 

hs 

1988 

3712” 

Video 8, single-channel, 4:3, colour and sound 
Video 8» Hisiii > 4:3 fa Ae 
Courtesy of the artist 


fe hE BE TAREE 


With the movement of water 
droplets as an expression of 
emotion, this work examines 
the rhythmic representation and 
texture of video as a medium. 


SK ERATE Me | — BRT 
(We'll Meet Again) > Fanih&1t 
TRIVRSLARTA RMA 

BRATHAN RBS © 
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Drained Il 
fen (eG W 
1989 

5°49" 


Video 8, single-channel, 4:3, colour and sound 


Video 8 > Wisi > 4:3 Bia AM 


The video documented one of 
Zuni Icosahedron’s performances 
in the late 1980s, signaling a 
milestone era when the artist 
began to experiment with screen- 
based media in combination with 
the stage, dance and installation 
arts. This video features electronic 
wipe in parallel with a black stage 
curtain where human figures on 
the backstage constantly reappear 
between the wipe and the edges 
of an electronic frame. These 
repeated frames, accompanied 

by an electronic guitar and 
percussion arrangement, multiply 
the image of a female performer 
who constantly falls down until 
she finally disappears in between 
the frames. 


Produced entirely on domestic 
equipment—a video 8 camera, a 
14” monitor and a Betamax VCR, 
Drained II not only emphasises 
unresolved tensions through 

the audio component, it also 
comments on the materialisation 
of the electronic medium, as well 
as the sensory experiences that 
reflect the urban rhythms of city 
life as it is lived and understood 
by its inhabitants. 


JES > BRIBIT —A5) 


Courtesy of the artist 
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TV Game of the Year 

fi UH 

1989 

5°59” 

VHS, single-channel, 4:3, colour and sound 
VHS > Hiss > 4:3 Bia AE 
Courtesy of the artist 

fe hE BE TAREE 


A ‘Simon Says’ video game with 
Li Peng as the leader and a group 
of performers who emulate him. 
Performers include May Fung, Yau 
Ching, Authur Chiang, and Alice 
Poon. 


Pr aaP HY REAR Bh ES 
+S + BSR. PAMSAGHR 
tH o—BASSA RAB i PERLE » 
FTAA FS > EAL 
{R5RAG > BARRA > BAS REMHTORE 
> SS ENRAAMAS © 



























Blue 

& 

1989-1990 

758” 

Video 8, single-channel, 4:3, colour and sound 
Video 8 > Hig 4:3 2 AM 
Courtesy of the artist 


(et Ee BS HEHE 


Depictions of images from 
World War II that reflected the 
emotional trauma felt in response 
to the June 4th massacre. The 
historical image of a Chinese 
student standing in front of a 
tank is replaced by a dancer, 
performing against the backdrop 
of a super-8 projection. A train 
passes by, leaving behind no trace 
except for the fireworks on the 
ground. 


AREAS > RBA 
BUEIE ° AATEARIBE > (Bh 
BAGEL ° ARAAF SR > HARK 
AF Ele DRAA—R > KRZIAB 
Ae BENNER » RAS 
BS s RES AIM © 
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Diversion 
SiH 
1989 

5°40” 


VHS, single-channel, 4:3, colour and sound 


This work opens with a 
panoramic view of Hong 

Kong taken from a popular 

1960s documentary television 
programme entitled Hong Kong 
Today. The opening shot is 
followed by an older scene taken 
from the same show featuring two 
Star Ferries crossing each other 
in the harbour. These scenes 

are complemented by black and 
white archival images obtained 
from the Public Record Office, 
depicting the Victoria Harbour 
swimming contests that took 
place in the 1960s. The changing 
perspectives on place reflect the 
transitions that were taking place 
in the political situation at that 
time. Capturing the collective 
memory of Hong Kong in its 
present-continuous tension, the 
video temporarily slows down to 
focus on one particular image: a 
momentous leap by hundreds of 
scantily clad contestants diving 
into the water, as if to underscore 
this as a moment when they can 
no longer turn back and their only 
option is to jump. 

RA PVRS AT Shee 
KARDHRSHALRHSHNE 


ARRGR SSR > BRS 
ATERSRABN DRE © 


VHS » Wisi 4:3 Bla AM 


Courtesy of the artist 


fe hE BE TAREE 


PRATT MRCER (SA 
F#) HSBLRMG  MBRAL 
BECARSTA > RE HAA 
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Song of the Goddess 

PUB AE 

1992 

6°39” 

Hi-8, single-channel, 4:3, colour and sound 
Hi-B > WARE > 4:3 > tH > #1 
Courtesy of the artist 


fe hE BE TAREE 


This work pays tribute to the 
love story between the two 

lead female Cantonese Opera 
performers, Yam Kim-fai and 

Pak Suet-sin. Their mirrored 
selves appear as strongly dualistic 
reflections referencing their love 
in real life, and also echoing what 
was acted out on the screen. 


Heme ees te ERMe » ABW 
SRA (FRE) PHUH > 0B 
WRARRAZ MARES ° HER 
Bh ABs eMeaA) May 
HS ABRS > SkRHAER 
SRAOI ARIS > WORMED A MBE L 
RAEI AMR RTE 
> RE RMA HHMBS ERASER! © 
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Bik Lai Chu 

Pledge : FEE 

1993 / 2018 (remake iW ) 
Objects, video, colour and sound 
VOTE SRR? Bia A 
Courtesy of the artist 


{ect Ee BS GHEE 


Bik Lai Chu is the language of the 
body on a post-colonial detour. 

It explores the female image, 
language, and communication. It 
translates Hong Kong from her 
historical, social, and political 
perspective. The video shows a 
woman banging her head against 
a dressing room table. She can be 
seen from both the front and the 
back, as she is crouched beneath 
the table. Her head looks down, 
obscuring the visibility of her face. 
The sound of her head banging 
against the table is processed and 
amplified. As viewers climb the 
stairs to approach the installation, 
they are confronted with the 
monotonous and metallic sound 
of a woman banging her head. 
The work was first exhibited at 
Hong Kong Fringe Club. 


(BRR) ABRAM FRET EH 
BRRBAD > PHASE 
FRR ° ISAS SR 
BUBUE > fFmBXZ [Pledges # 
RR KEE > BPRS 
BETEFRNRARE 5 PREN 

Th) RREBRAZHMRS ° 

TB) RSE) NB) IBS ° it 
FPRERM RASS bikie > 
MTR AIKF HS > SIR 
ER > SRG S SHOT 
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| Can Only Tell it to Strangers 
PUTRAT 3: RAPA RAR 
1996 / 2018 (remake mii ) 








Found object, latex, video, colour and sound 


SUNY)» FLUE RR? BE A 


Projected onto two screen 
surfaces is a video image of the 
artist sitting with her back to 
the viewer, banging her head 

at regular intervals. The first 
projected image is located at the 
far end of the small room with a 
dusty mirror surface placed on 
the floor resembling the Chinese 
Earth God’s temple or ancestral 
tablet. The second image is 
projected onto a piece of latex 
that was cast from the artist’s 
back and bears the impressions of 
her skin and hair, it is suspended 
in the middle of the space by red 
threads stretched to the room’s 


corners. 


The repetitious thump of the 
artist’s head interrupts the noise 
of a busy highway undergoing 
construction. The sound, at 

most four beats per minute, 
corresponds neither to pulse nor 
heartbeat. Rather, it becomes 

an integral part of the ambient 
soundtrack that refers to a 
different but equally constant 
rhythm, the sound has a vertical 
footprint effect — echoing the 
noise of the incessant building 
and demolition found in the urban 
context. 


29 


Courtesy of the artist 


{et Ee BS HEHE 


The work was first exhibited at 
the Container 96 in Copenhagen 
Cultural Capital Foundation, 
Denmark, and is the third 
installment of the Bik Lai Chu 
series. 
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Movement #1/10 

Kate 

1996 

5°44” 

Hi-8, single-channel 4:3, B/W and colour, sound 
Hi-8 > URGE > 4:3 °° BARB E > AM 
Courtesy of the artist 

fe hE BE TAREE 


This video is a collaboration 
between Pau and choreographer/ 
dancer Dick Wong. This is the 
first of a ten-part exploration of 
movement and space, orientation, 
and disorientation. 


RBRRRAMA LE > RAD 
PPRBLAM > MSH 
{> GBR RLS BHI IE 
Heo 
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Expiration 

HAS 

1997-2000 

5°10” 

DV, single-channel, 16:9, colour and sound 
DV > Hisgiiti > 16:9 a AME 
Courtesy of the artist 


{EE BE TAREE 


This video is based on a series 
of interviews that took place on 
the streets of Camden in North 
London, where the artist asked 
passersby,“What is your best- 
before date?” The respondents 
replied with dates that were 
chosen due to incidents of victory, 
hope, disappointment, and even 
death. This video was made both 
in memory of 1997 and to pay a 
farewell tribute to the Oil Street 
Artist Village and the art groups’ 
resettlement to the Cheung Sha 
Wan Abattoir. 


BHRAAKERBBA BGR 
SNK, A> SASHASRA 
See PRAM + HS» RKTT 
BYBCtE ° PFRFRLLACS 1997 RAE 
BRU REHAB RY e+ 
BH PRHRYRRRHERA AT 
‘BGIFORERAARY © 
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Recycling Cinema records 
vehicles on a Hong Kong 
expressway over the course 
of 24 hours. The exhibition 
restores the original 

filming technique by using 
expanded projection to cast 
the recordings on a curved 
screen of 150 degrees which 
breaks the boundaries of 
the images and creates a 
panoramic and immersive 
viewing experience. The 
speed and direction of 

the moving images are 
uncoordinated; the rhythm 
changes in response to a 
viewer’s breath or physical 
movement. Upon leaving 
the screen, an image travels 
across the room and returns 
to its point of departure, 
creating a sense of temporal 
and spatial imbalance. By 
using long-take surveillance, 
panning the camera, and 
filming close-ups, the 

artist fills Recycling Cinema 
with different rhythms 
throughout its short 
runtime. Pau observes the 
cityscape from a passive 
perspective while closing 

in on the highway’s moving 
cars to create multiple 


Recycling Cinema 
AEE be 

2000/2018 (remake #i‘#! ) 
14°16” 


DV, video installation, 4:3, colour and sound 


DV > SBE 4:3 Bi ANE 


points of view. Meanwhile, 
the film is interspersed 

with night scenes observed 
from Victoria Peak, with 
overlapping images of high- 
rises and the harbor, shot 
with a fast shutter-speed 
lens. The film eventually 
returns to the monotonous 
highway using a different 
lens perspective to highlight 
the change between the 
scenes. There is no dialogue 
throughout the film; only 
waves crashing, cars racing, 
and two lyrical lines from 
John Lennon's Love (1970) 
emerging at the end: “Love 
is truth, truth love.” 


The work was first exhibited 
in the Hong Kong China 
participation in the 49th 
Venice Biennale. 


(HERR) AT +B 
REBSBABLRERTH 
Bh RRRSHRAANS 
RT SMFS > LU 
PRERIR > RAGIRRE 150 
EGU L > FT RRR OUR 
ABR > MS—-BTSRROR 
RSE VRBHRERABR 
ABAD > RBSSLA 
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Courtesy of the artist 


{eh BE TAREE 
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For Some Reasons 

Ay THEME TAL 

2003 

10°51” 

DV, single-channel, 16:9, colour and sound 
DV > His» 16:9 Be» AH 
Courtesy of the artist 

(eth Ee BE HE AEE 


f 
y ri This is a video essay created 


in response to the protests in 
Hong Kong against the security 
laws stated in article 23, an 
article that prohibits acts of 
subversion, and grants the Hong 
Kong government the right to 
monitor, arrest and imprison 
perpetrators. The video opens 
with the phrase, ‘For some 
reasons’ a figure of speech 
employed by Tung Chee-Hwa's 
administration regarding the 
newly issued law. Each Chinese 
character is a typeface, and each 
typeface has a story. Changing a 
single Chinese character within 
this turn of phrase leads to a shift 
in meaning. For Some Reasons is 
both an exploration of writing and 
drawing, and a comparative study 
on image and text. 


BF Ge AAG RH RE 
Bits  ASAESHARHSB 
BARS > LSAT BIBRA 
KTS FARR > BAIR 
RRA PRSR > KREME 
RELA AISHA ° H—+ =o 
REATIR » PARAS AEM 
EADRALAM ° SHAPER 
2-BH& > S—BHBA-EK 
SB S8LRS—BALANWS 
BH 
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Fanfare for the Common People 

boat 

2010 

4702” 

DV, single-channel, 16:9, colour and sound 
DV > Wisi» 16:9 > AME 
Courtesy of the artist 


fe hE BE TAREE 


A collage of animated news 
clips and images of daily life that 
critiques the sensation of media 
production, revealing that it can 
be as frenetic as fanfare. 


— EBS UDR MARRS 
HB MARL AHMTARE EK 
BIB) BA > ERMA ANAY 
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Inspired by a citizen scientist's 
genome study of the Bauhinia 
blakeana—the flower emblem 

of Hong Kong—this project 
attempts to use data generated 
during the genetic sorting 
Process to translate the DNA 
profiles of plants and animals into 
sound. During deconstruction 

of the DNA profiles, materials 
are converted, recomposed, 

and reconstructed into another 
existence that shares the same 
bio-logical essence but has a 
completely different physical 
form, aiming to reinterpret the 
DNA of Bauhinia blakeana. The 
series of photos reflected on the 
Bauhinia blakeana are on public 
display for the first time. These 
images were taken casually, 
capturing scenes such as a car 
accident and underwear hanging 
from the windows of the Kwun 
Lung Lau in Sai Wan. Through the 
use of special effects, the photos 
are transformed into a temple 
flying a flag; the image data is 
converted into a soundtrack. Pau 
titled this work A Work in Progress 
in hopes of recovering the 
Bauhinia blakeana’s full DNA one 
day, completing her interpretation 
of this symbolic “flag.” 


ASRS CE (iT 


Emergence (A work in progress) 
Wee CT) 

2016 - present 

Object, video, photo series 

Ott > SRR? RIANA 


Courtesy of the artist 


{eit BE GHEE 
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| Don’t Have Time to Deal with Fear 


Inspired by the Wan Chai 
bombing incident in early 2018, 

1 Don't Have Time to Deal with 
Fear interweaves the Hong 

Kong urban mythology from 

The Gin Drinker's Line*, the 
macaques in the Jinshan Country 
Park in Kwai Chung, Lu Ting 

in Sai Kung and the spacecraft 

in Sha Tin, enhanced through 
augmented reality technology. 
The development of technology 
enables the overlaid sensory 
information to be seamlessly 
interwoven with the physical 
world. The artist attempts to 
re-understand the relationship 
between human-beings and the 
city through mythology, exploring 
the possibility of reorganizing 
ization through 
scientific objects, and considering 
whether science and technology 
can play a role in clearing the 
charges of historical violence. 


human 





*The Gin Drinker's Line is 

the name of a British military 
defensive line created against 
the Japanese invasion of Hong 
Kong in the Second World War. 
The Line’s name originated from 
Gin Drinkers Bay, a former bay 
in nearby Kwai Chung, New 
Territories (now reclaimed 


aa 


BILL ASRS 
2018 


Concept making, 3D print objects 


EQ SHE 3D SEN YE 
Courtesy of the artist 


{eth EE BE GHEE 


and part of Kwai Fong). It was 
composed of 1.5 meter deep 
defensive channels or trenches, 
to aid the English soldiers of the 
Middlesex Regiment, they were 
named after the roads of London 
such as Oxford Street. 
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Recycling Ellen Pau: On Hauntology, of Love, Desire, and Fear 
Lo Yin Shan 


“Haunting is historical....but it is difficult to pin down, it is never simply assigned a date in the chain 
Of precedents” ' ...according to the instituted order of the calendar. Mourning can be a gesture of life, or 
even the content, so as to haunt the affective ontological being, to the point where there is no peace. 


— David Der-Wei Wang, introduction to Post-Layalist Writing 


To XXX, My Love 


In the late-2017 Guggenheim exhibition Art and China After 1989: Theater of the World, the 
single-channel version of Recycling Cinema (1999) was placed in the middle of the upward- 
spiraling slope in the museum's circular lobby, dividing equally the timeline running from 1989 
through the 2008 Beijing Olympics. As one of two Hong Kong artists featured in the exhibition, 
this famous work of Ellen Pau was included in a part of exhibition named 5 Hours: Capitalism, 
Urbanism, Realism, which included works that were chronologically related to the period 
following Deng Xiaoping’s southern tour. Under the “Grand Narrative of Historiography” 
by curators Philip Tinari and Hou Hanru, it provided a complementary perspective to “One 
Country, Two Systems” of 1997. 


“Ellen Pau’s video captures the haze of disorientation that was so acutely felt during the 
handover period, when Hong Kong's hybrid cultural identity was once again thrust into 
uncertainty. In Pau's own words, this psychological state ‘is about the disappointment that 
comes with waiting. Anticipation heightens the desire, and time stretches into infinity. 
Suddenly, what you expected appears—in the case of the video, a vehicle on the highway. 
We're satisfied for a moment, but we become expectant again immediately afterwards.” 


At the end of 2001, the installation version of Recycling Cinema represented Hong Kong in the 
Venice Biennale, and has since become something of a “legend”, as few Hong Kongers actually 
saw it. In the work, the vehicles speed through Island Eastern Corridor and the projection that 
runs back and forth and sideways go in opposite directions. In our time, when promises are 
cruelly broken, when no one has any hope, Ellen Pau would tell me that this uncut, surveillance 
version of this installation is ultimately about neuroscience—how does the brain watch? What 
is the subconscious relationship between Body and Sight? The to and fro of vehicles is like a 
punctum, pointing toward desire. If eyes were put directly into a brain, would they feel emotion 
and shed tears? 


When Pau learned that at least a few audience members had cried because of this, the artist 
was pleased, and responded that she could now “die without regrets.” This is the creative force 
already imbued in She Moves (1988)—video with neither story nor character—which can also 


1 Jacques Dera, Specers of Marx: The State of the Debt, the Work of Mourning andthe New International. 














move the audience to tears. The series Bik Lai Chu uses a repetitive, self-destructive action 
(banging one’s head against objects) to show unwavering determination. Even the strongest 
willpower, however, is futile against that midnight scenery. Objects of desire fade out like the 
cars. The more one hopes, the more one jisappointed. One is only left with a sense of 
endless defeat. 








According to artist’s experience of empathy, Pau laughed while she was editing TV Game of the 
Year (1989), and thus the audience laughed too; she cried while editing Recycling Cinema, and 
some in the audience would cry too. She cites her favorite example, from Hitchcock—every 
stab in Psycho should make the audience scream. These three minutes, now iconic in the history 
of film, terrify the audience using only its own imagination and interpretation. This is exactly 
what she is looking for: the shock produced by the power of video itself. In contrast to the love 
in Recycling Cinema, fear is an emotion she likes to touch upon, like in her new AR work—all its 
fear originates from Beijing. 


Pau claims that she “has no interest in people” Mechanical repetition seems to make up the 
visual surface, suppressing overflowing emotion. It is |! minutes and 42 seconds of sleepy eyes 
waiting for sunrise. At the last minute one can hear the piano tune of John Lennon singing 
“Love is real, real is love” while the screen announces, “To XX, my love.” | knew Ellen for over 
thirty years, and | can say with confidence that all of her works came into existence because 
of love. “Love”, here, as both signifier and signified, shows three facets: A. she she she she; B. 
thirst for technological mediums and new knowledge; C. Home, Hong Kong. But, when selfless, 
unrelenting love is met by injustice or even betrayal, and creation bears an urge to record. 
Elaborating from that, there are three basic issues that go through Pau's idiosyncrasy: the female 
(taking charge)—without the pretense of LGBTQ, but rather opening up her heart directly 
(sometimes poetic, sometimes for fun); the technological (from analog to electracy)—itself is 
ontology, a tactile sense of mechanical being can be sentimental, with a dash of black humour; 
the political (from the individual to the public)—a superimposed time-space of comprised of 
both a personal history of growing up and a public history.A few elements that run through the 
veins, with ongoing upgrading and reconfiguration: water and fire, soldering, burning of paper 
offerings, fireworks, surveillance (camera)—from time loop CCTV, which was trendy at that 
time, to the massive national machine—in the subconscious is a war in a general sense, from 
nightmare to the imagination of rebellion. 


Hauntology of HK Style 


In Ellen Pau’s new AR work titled | Don’t Have Time to Deal With Fear, the Gin Drinker’s Line 
Defence in the 1941 Battle of Hong Kong is used as a metaphor for the adamant defence against 
an evil force invading Hong Kong from north of Shenzhen. As it turns out, Pau’s first video 
works, Disenchantment of the Statue (1987) and She Moves(1988), already deal with war.The light 
and shadow of war are no strangers to her: films such as The Sound of Music and Sunflower made 














an impression during her childhood. When the soldier-husband did not return home, her heart 
was as broken as Sophia Loren’s. She had nightmares after seeing Hitler depicted. When John 
Lennon and Yoko Ono stripped naked in a hotel in protest against the Vietnam War, it made 
sensational headlines. Pau’s mother told her about the Japanese occupation of Hong Kong. Her 
grandfather, who was a landlord and doctor of western medicine in Shandong, was denounced 
during the Cultural Revolution before escaping to Hong Kong. Pau remembers the 1967 Hong 
Kong Leftist Riots as follows: she was a six-year-old child at the time, and her father forbade 
her from going out. But when she was driving through Aberdeen, she saw another world: a child 
around thirteen or fourteen years old was carrying a younger child of around four or five years 
old on his back. This was her first shock of class difference. From St. Stephen's Kindergarten, 
Primary School to Secondary School, her world had almost solely consisted of hospital (her 
dad was the assistant head of Grantham Hospital, while her mom was a midwife in a public 
hospital; her entire family lived in the hospital's staff quarters), besides overseas travel on her 
every birthday. Expo ‘70 in Japan left her with the strongest impression. She was mesmerized 
by the technology that brought about a better society in the post-war world. Alan Tang Kwong- 
Wing was once shooting film at the Grantham; that was when she realized the world is huge. 
So she asked her father which is the best job in hospital. Her father inherited the spirit of her 
grandfather, who liked to play magic, liked to assemble strange birthday gifts and, like Pau, did 
not “have interest in people.” He thus recommended radiologist, which became her job. She 
worked like robot in the Queen Mary Hospital, her second home. Nevertheless, for some 
reason, she wanted a job that was viable even in wartime. It was then that she came across the 
Association for the Advancement of Feminism, where she learned that women can fight in social 
struggles, and that the individual is already a site of war. Returning to Disenchantment of the 
Statue, its ending—which resembles discussions of theory of ideology on BBC radio—borrows 
Karlheinz Stockhausen’s sound mix on the Cold War, which discusses “...theory of ideology... 
that Communist Party of China has brought a new style of work for the Chinese people. A 
style of work which centrally entails integrating theory with practice, forging Marxism and the 
practice of self-criticism closely together...”. 


Harvard professor David Der-wei Wang, in his The Monster that is History: History, Violence, and 
Fictional Writing in Twentieth-Century China’ and Post-Loyalist Writing, borrowed the concept of 
Hauntology from Derrida, and applied it onto Chinese historical violence and discourses on 
the literature of China, Hong Kong, and Taiwan. The term “Hauntology” originated in Derrida’s 
Specters of Marx:The State of the Debt, the Work of Mourning, and the New International, published 
after the fall of Berlin Wall and the collapse of the USSR. It discusses, through the death of 
communism, how “the specter of Marx still haunts us.” Now, fourteen years after his death, the 
master of deconstructionism could never have imagined how the specter would return to haunt 
the capitalist Hong Kong, with time running out for the post-loyalists on this tiny island. Cultural 
theorist Mark Fisher from Goldsmiths, University of London cites Hauntology to describe how 


2. The Monster That Is History: History, Violence, and Fictional Writing in Twentieth-Century China, David Deravei Wang (University of California Press, 
2004). 
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contemporary culture is haunted by the “lost futures”* of modernity, or the yearning for a “future 
never reached.” 


“Following Derrida’s theory, one can discuss how post-loyalists fail to adapt to the current 
times. He opens the Pandora's Box, and lets all sorts of historical specters out to roam. On 
the one hand, it points to the ultimate dismantling of the time and memory of post-loyalists. 
On the other hand, it could perpetuate and exaggerate the a priori obstinacy of post-loyalist 
consciousness. Since the trajectory of time is confused and the approach of memory is 
open, post-loyalists’ feelings of loss and inseparable love and hate are no longer bounded by 
formalized thinking, and can become an infinitely transforming burden or indulgence—like the 
bewitchment from a spectre.” As David Wang wrote in the introduction to Post-Loyalist Writing, ". 
Mourning is not simply to lament death and bid farewell to the past. It can be a gesture of life, 
or even of contentment, to allow affective ontology to haunt one’s dreams. In Freud’s words, 
facing the loss of an object of desire, ontology itself feels like an endless cycle of melancholia. 
| have to stress that mourning can also be a choice, a choice in the face of the loss of an object 
of desire within the trajectory of time, one that is made with full knowledge of its impossibility. 
It is difficult to break away from the corpse of history, and in a similar manner, the influence of 
the post-loyalists will never disappear. Compromise between the possibilities of forgetting and 
remembering, forsaking and preserving, exorcising and summoning—it is here that the dilemma 
between modernity and post-modernity exists. 





The AR version of Lo Ting’ appears in the mobile app for | Don’t Have Time to Deal With Fear. 
This can be, to a certain degree, an interpretation of the violence of history itself as well 
as of the purge of history, using new or old thinking on the immortality of the soul. Pau, in 
introducing the work, points out the absence of a Public Records Act in Hong Kong, and how 
it allows the “Hong Kong story” to be manipulated by the government in the “post-truth era.” 
As a pioneer of “derivative work”, Pau can always find interesting points from old files to be 
used as metaphors for the present: Diversion (1990) pulls, from the colonial-era Public Records 
Office, a black and white news video clip about the Hong Kong Cross Harbour Race from 
the 1960s, and superimposes it onto the critical time of post-1989 and 1997, turning it into 
a migration en masse; No References was exhibited in 20th anniversary of Videotage in 2016. 
It is a reinterpretation of The Great Movement (1993-1995), which transforms the “solitary 
lighthouse” from a government publicity video half a century ago, into a haunted cattle depot. 
Its original version cites Julia Kristeva’s Powers of Horror:An Essay on Abjection (1982) on horror, 
marginalization, castration, exile, and queer theory. 


Video Effect as Content / Message 


There is no “she” in She Moves, but one can hear “We'll meet again, don’t know where, don’t 


3 Mark Fisher, Ghosts of My Life: Writings on Depression, Hauntology and Lost Futures, 2014 
4 Amythologicl figure from Lanta Island, Hong Kong. 


47 














know when...”, the most popular military cheering song in Britain during the Second World 
War, which is also heard in the ending of Kubrick’s Dr. Strangelove.To pu a different context, 
a glance and a sway of the curtain, like Song of the Goddess (1992) it is as if the ghost of the last 
Song Dynasty emperor, Li Yu, visits the New York subway’. Pau brought a collection of videos 
of Yam Kim-Fai and Pak Sheut-Sin to America in 1992, with support from the Asian Cultural 
Council. “| would die a hundred times to redeem her life” (Pak’s elegiac couplet for Yam's 
funeral) that was the promise made by a woman to a woman. Pau claims that she has listened 
to Western opera instead of Cantonese opera since childhood, but what mesmerizes her is the 
ambiguous identities both on and off stage. As for Anita Mui’s classic, it is the theme song of 
Huang Yu-Shan's film Twin Bracelets, which is, again, a story of she and she. 








In this interview, Pau made multiple mentions of the “modern female.” When asked about the 
influence of colonial education, she said it was successful in leading one to think that one is 
not educated in a colonial way, but instead has independent thinking (“Only with independent 
thinking can you be a modern female”). She attributes her modern female mentality to her 
strong-willed mother—a graduate of a famous school; a young, idealistic woman who demands 
justice; a career woman who does not require money from her husband, and who wishes to be 
a heroine. Nevertheless, the thing that made the radiologist feel that the “female can finally take 
charge” was video as a new medium. Pau joined Firebird in shooting the Super 8 short Glove 
(1984). It was a three minute Kafkaesque surrealist work on desire and stalking. Yet the work 
still required the participation of a few men. The self-proclaimed loner, who hates collective 
creation, read a quote from a female artist in a foreign magazine, who noted that the film 
industry has been in men’s hands for over a hundred years, and declared it a new medium that 
women can take charge of. To Ellen Pau, the Chinese title of this exhibition— gaadong, family 
possession— is about the machines needed for creation. From analog VHS, Video-8, Hi-8, DV, 
HDV to digital Hologram and AR, every format and tool was once a “new medium”. 


Reflecting on thirty years of Pau's work, one can feel the grainy texture and noise of the analog 
medium, and its difference from the sterile digital generation. Around 1988, when | first got 
to know Videotage, it was Ellen Pau who lent me a video camera for my work, and | edited 
the work at her place. | especially liked a toy-like pen tablet video effect machine. Graffiti- 
like scribbles could be superimposed onto filmed material. The technique had a unique hand- 
made, low-tech feel to it—a certain aesthetics of ambiguity, which digital media can never quite 
replicate, no matter how advance the technology is. 


Pau feels that video need not be lens-based, and considers it unnecessary to learn the film 
language in order to narrate through the lens. It is rather like “chop suey”, and plays mainly with 
effects. Noise can also be video. She often tells her students, “Video is actually radio, radio with 
images; the audio track is thus very important.” Pau’s works in late 1980s demonstrate video 
effect as both content and message: it is Blue before Derek Jarman, an experimental hand-made 


The works is based on an epic Cantonese opera, a sory about LY, the sich son of Emperor Li Jing of Southern Tong, who was the most accomplished 
poet of hs time, but hs destiny wos one of many visitudes. 














collage MTV consisting of smoke, soldering, breasts, and MTR—magnifying emotion by slowing 
the shot down; practising falling down in Drained II, where special effect grains eat into the 
screen like a virus—a time-space compartmentalization, reminding one of the facade of a caged 
home in the city; Love in the Time of Cholera (1989) interprets “video effect as virus” on a textual 
surface, running into the wall in a Pina Bausch-esque manner on the stage of Zuni, white T-shirts, 
and AIDS. There is an indescribable decadence of fin de siécle. Video effects spread like a virus— 
not only inspired by Laurie Anderson's Language is a Virus, but also by William Burroughs’ 
conceptual fiction. It collapses the categories of old man and Pau’s favourite Kafka: surrealism 
and futurism. 


“Every image is an ephemeral vanishing act/In its countless contemporary forms, its only magic 
is the magic of disappearance”; the klaidescope of Video is a Hole (1990) fortells Ackbar Abbas’ 
“aesthetics of disappearance.” Its stream-of-consciousness, frame-within-a-frame technique is 
not unlike the magic box, with multiple secret compartments in the attic of Pau's grandfather's 
apartment. From the slowly rewinding firework in this video version of Peeping Tom, we jump 
cut to a 2017 party celebrating the 20th anniversary of handover in Cattle Depot, where 
Distributed Firework, DIY Hologram—a collaboration between Pau and William Wong—was shown. 
This is more than the scientific art of Nikola Tesla (played by David Bowie) in The Prestige. From 
an extinction screen to virtual fireworks on a hand, it can even point to the media archaeology 
of Reload_HK* and the Gregory Ulmer's Electracy (an “electric literacy” that develops from 
orality and literacy), as a personal yet public alternative historic account. 


The Scream of Anthem & Emblem 


The writing and discourse surrounding the Hong Kong Story has always been influenced by 
geopolitics. From the depth of love to the looming red terror, it is no longer an academic, 
aesthetic horror, but rather a horror of management and control. 


The puny and playful TV Game of the Year enlightened me as a student. This meme uses the 
rhythm of the leader's gestures and gulps to mechanically subvert the pattern of politics. In a 
short time, what the leader says is manifested onto the Hong Kong people. The Revolution 
of Ellen Pau, so named in a post-1989 subtitle, makes a perpetual motion statement of the 
independent female body regarding the oppressed “Pearl of the Orient” in the Bik Lai Chu 
series. Two years before the handover, Pau was the only artist from Hong Kong—"“preordained” 
by curator Paik Nam June—featured in the first Gwangju Biennale. She made Pledge, a couplet 
of videos, one left and one right. Hong Kong capitalism “Guaranteed replacement and a one 
year warranty” against “Three Obediences and Four Virtues; Salvation for the Faithful; and 
Dedication and Loyalty to the Country” The Marxist specter of Derrida slowly becomes the 
city’s unspeakable immersive experience. The for post-loyalists, the paths to DIY self-salvation 


6 Relond HK is 0 muli-faced project curated by Ellen Pau in 2016, which incudes screenings and performance, with more than thirty artists parfipted It 
consists ofa wide range of media presentation, ining hologram, videos, vdeo 360, interacve mobile games, virtual realy, sound navigation and more. 
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include the Hologram and the Horrorgram, as well as the “torture claimant.” A series of 
unpublished photographs transformed the Sai Wan in Kwun Lung Lau period, with its scenery 
of clothes hanging out windows, into temples with waving national flags, and accompanied by an 
audio track processed from the visual data of this illusion. 


In David Wang's investigation, Post-loyalist Writings, everything from the national flag to the 
national anthem, from the invisible to the visible, from the inaudible to the audible, can be 
interpreted by how the post-loyalist chooses to be “against the time” as an ontological struggle. 
In 2016, Pau created Emergence (A work in progress) as a part of the Hong Kong Art Museum's 
Listen to Hong Kong exhibition. It, inspired by the Bauhinia Genome project, attempts to 
decode the DNA of Hong Kong's emblems—the city flower Bauhinia Blakeana's scientific data 
is transformed into sound waves, and its heterogenic origins are traced through genome maps 
that might be related, its features extrapolated into possible reincarnations. Unfortunately, this 
collaboration between art and science remains unfinished. Pau explained that, at that time, 
the laboratory could only find the Bauhinia’s parents, and that the sequencing of first group of 
parents was in progress, with the second and third group pending. 


Therefore, Pau could only borrow from the concept of DNA, and mix data from the computer 
and the three sound files from the on site installation into the work. The three files are from 
live sampling contact microphones on Bauhinia trees in Kowloon Park and Pok Fu Lam, where a 
French missionary first discovered the Bauhinia more than a hundred years ago, along with the 
national anthems of Britain and China, respectively. Spectators can hear a few familiar notes. She 
hopes that, one day, the Bauhinia’s genealogy can be traced in its entirety—with the final version 
of the installation named Anthem. In deconstructing genes, matter is transformed, reconstructed, 
and reinterpreted, and exists finally in an alienated form. In the video accompanying Bill Viola's 
Anthem (1983), a little girl Seer is seen screaming. This inspired Video Circle: Recycling Opera (1996), 
where the a person's scream forms a literal surround sound created by 36 televisions, while the 
surveillance television watches over the entrance to a hospital. Pau mentioned how Bill Viola 
once wrote that the surveillance footage is sent to directly to a security room, and that this 
footage, unwatched, is probably the loneliest video. 


Pau, in her “loner” way, responds to time in the manner of Edvard Munch or Bill Viola. 
Unforgettable emblems of the signified, like the meta Lo Ting in | Don’t Have Time to Deal With 
Fear, are proof that the spirit of Hong Kong has persisted through multiple reincarnations. 
Creation, knowledge of new media, and affection for Hong Kong, are all lifelong aspirations 
for this radiologist who manages the x-rays for patients every day in Queen Mary Hospital. 
Although the future we hope for no longer exists, we can still “refuse to let go of the desired 
future.” 


Lo Yin Shan is a senior cultural commentator and media expert, she is the author of Driving Lantau: whisper of an 
island, and editor of The Box Book — The Beauty and the Beast of Hong Kong Culture. 
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ROGR VLRSS+E 
aa 


T CHES OES 2h A CRLEER > KERB RESMAAREAS 
Bled) + Si LRKA-BESHAS > AUAA > RABHERESA > 7 
BRE | 
— FBR (BRIE: SMRECENESS) F 


To XXX, My Love 


2017 FERN ARRAR (1989 BBG RPA : HABE L) ARR (HIRE B) 

(2000) #2 LAE A MEE LAS hese op SUS AH 1989 2008 RGF ° fF 
ABAMARRZ— > WB RRABINARA aS > WERE FRM ZAM UBF: 
BAER: WHER? RRER) > FARBABRS  KMWMAPHBA "EARB 
ESP WR) BRAS F > RARSTLt '—BMG) TEARS: ABER RHSR > PRIS 
MMKBAAR > HNLESBRH tS AB-RRKATREARR ° BALK 
A> PBMRHE > "RAMKBSSMRHAL > VS > ARM SMABMA > 
FAD AAR IR RAIRIE © ZEPARS + URPTHA AUER ELSA > MERRABLAN 
FAB °c PIMA ER > BUI HABD od J © 








2001 FFAKRSSS MME ROR ER (IRB) - HUE Me > A 
AKERS SBA TRE - RRPREERRHN SR > RAD EENIRIE 
HERA ° EAE RNS  ARTRAMMBNS A > MAAR > 118 
ROBE > RRB S — AMR ? SRO TAK) Pee 
RAK 2 AREER RIES) (punctum) $506) RAGE) o RE TDORA HERES » 
ECRRARRKAVAMAORA? SHMBSSRUMRAM MAT > SRS 
BRA EMR RA Rata (hh) (1988) BidtRavell/eeye§ — 
BRB RMNLREATASRRRAL » RES -—il (BRK) A LASEE IB 
81 Hitt — iH5A> We 'Pledge) SERTLEFBHAD ¢ AMEMMES SS th 
HA BUA AM > BLARMAR fade our MHRH > MHMAR > R 
RAR © 


PBR PAB BS SB (AA) (1989) BK > MR; IR) 
IA R > BREBAART ° thiSSRawsh > (BERD) STEER 
BRAM ¢ MPMA= TGNRR SHRM CARARS > IES Se : 
BRAS AMARA AH (GIR) HB > > Fear > HRMS MMAR - 
SOE AR {Fin > PRIRREEAIEME > 2BIRBILR ° 


1 Jacques Derrida, Specters of Marx:The State of the Debt, the Work of Mourning and the New International (1994 383¢ 
A) 














BE HARB) HBR LAURA EBBRAT > SABE BB Baez 
SSPRBATS AIH) 11 5 42 PBIAH > BE—9H ULove is real, real is love.} John Lennon 
SSL > SRSE : To XX, my loves (FAMMBB=+FHR > WAAR > ERAT 
ARBAB My ° SPsS / PENH > TASB : — > dhohoneh ; — > BAL 
RT RAMEE ; = tETREE BH AM  SABTRARRAREBHE - 
WET SH SERRARUNS > MPBRRARELCS PROSE e AYE 
Sf > SVS A rR BSEN=BSaRE: Lt (SRE) — iRLGBTQ 
RATS BI] (MSR AM) EF 5 AR (Ft analog BI electracy) —- 8 
SHEER RAFAHSRRA RAIRERASREMR; ((HORBAH) Boa— 
MAMRPRMEBAHL AN BRST o RAMA > REARBRE : 7k 
SAX » EYEWEZCIBTE » Surveillance (camera) #172851 —— tt SF t{THN Time loop Fl 
BAMA CCTV (Close-circuit television) NARAAMRAE ; PARA ABRS » 
HERE MRR AR 














Hauntology of HK Style 


AR #ifE (BUILAR2) 3832214 (| Don't Have Time to Deal with Fear) » 14 1941 BBtR 
GRE BRARAMAL > HONRILILEBAABS AN BIER ° (BRR > Mi 
ET RBBMREG (BUR) (1987) FL ChA) BRB ARARAR o HB IRIN » 
B/C RH FY BRIE : DIE PHRASES OE OKA REARS BRIO (CL 
RRM) - (HAS) BALAFORMMRRERAM—ASO  RRBBRAS 
HLSEEB 5 John Lennon &/) FFF RAR ASR > BLSSBRESMM 5 SOKA 
RREES/VBA > MURA BARA SB Ame) BAAR 
MRcte : SHOTS CHUREREBS TEARS RE) —At=OR 
BRB G8) SHA-ObR)K SRREBRERGR ALTAR sy 
BACH > MHA E RAR (SHCSMRABRA KR > —REBKES > WOK 
FAUBRHEL) » URSEERNIMBIRT > RAZ 1970 FRAMES A 
REVAGRERTHLAHSARSMB ¢ MiGARBKRAS BAM > thas 
RUA GRRA  KEMSMERRTAHEMI ? RBBANARRE > LSS 
NimEe BRO ABBEEABMNSM Bik HATRRB, > Albee FR 
fii) > GRELRSWRHCMRE > VEBBRAR > RRA—RLIEe AMBER 
FIA > thas SHRP MEST CiF SARL KARAM RKRES > Mex 
MHRA > AREER ° Bl (RR) BEAR BBC BARBRA 
RBBB F BAGH Karlheinz Stockhausen fH) SR) RE° ARE “PHHERAA 
RK UHR > REMERBARRARL > BRBERERRARILH--) © 


VS GMIEE SRA RITE CREP SUEM : HES \ BAD + RGR) “a1 (IERIE TE: SRNSER 


2. The Monster That Is History: History, Violence, and Fictional Writing in Twentieth-Century China, David Der-wei Wang 
(University of California Press, 2004) 
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tERCE SD) PBR BBIE (Jacques Derrida > SSB) Hauntology Hs SHEE TR 
fis! CSBERAPRELSR ANP XSivit ° Hauntology —ARABASEA 
EE FROME URN (BBWS) | SHEERS RRBRRTH 
Falea © (i+ OE ARAB ASAE > UE RRERAS ALA Se 
WR) PRAROR - HARE ARM bBARR Mark Fisher #8F Hauntology WARS 
{CP BRUUE "RRMA ° PTA > RAH "BATRA Z SME © 














"RB BARE oe > BAPTA GIR CEH) ° HHT T BANAT > RS 
SEPARA TRE > —ABIEAT MRAM : scene > ADMIN 
PL SIM RR MO AR ° PLAS RIVA OAGSEAL > BCAA ACR > BB 
BRARARENACRR > URBUSIENES > RTKBARS BAAR > MATL 
PRA — FERRI RY KG — — ER | EME (IRB) FP 
Bia? |--- - PUR ESMM NIST > AIBAS HME » BHAA Bt HS > 
ERAS RAANEMRERS > HERS MHSKENERR  BHREHRAN 
RA? EHMAGELAR HS (mourning) HAZ > HHEBM > RMBAMM > PAAR 
POG > FZPRERSAS SIC TRARABEYZE(S (melancholia) (3B ° ---- FRA PMA LSB 
BE > HHGMAMPAANHMENR > AMAA AMA Z AVIS o RESP AMPLE IAM 
SUPRA > ECU RC Seth RARE i ° TTBS ect > BRA > PRRERLIARR ANA] 
BERS > BATE SRE BY ORE TS FS BARR © 


CBULARS) FRR RRBY AR AR MS) > ALCP RTE, ARE 
HEP ASUEHKARL HRD - MBE ATS PRANAB NMER A S 
BBMAPEM A BA FREARREAR RAB - FA "RAE KTS? 
PHAR RETE DRE BR THOR) (EUS > (AVEBIAE) (1990) He AESRBCAF Public 
Record Office EIAT+ERRA MAA AE CK) > PRK) \ARACARZ 
fi EBA CMStS (ARB) 5 2016 FRRARI+ BER CRAG) > Mh A 
TRE (AMM) (1993-95) > SRK ACATBTATADA PAY FS) » WREAK 
SRE Ro FRARS| FB Julia Kristeva (ZR HHBN AHR : S2REH) (Powers of Horror: An Essay 
on Abjection, 1982) > Ab AEtH + MARIE + RAR) » BURABASEIBER © 


Video Effect as Content / Message 


(sha) AIBA eh > AEE TWe'll meet again, don’t know where, don’t know when...) = 
RRR RRMA AR) MEELIS (BBB 14) (Dr. Strangelove) 445 © 
POSHGOBRR > (BHR > HRM RA MEMAR) » FRE ARBATR 
TRAVAIL BRE © 1992 SERS SCIbi BEA > SAS aE ERS SB sake 
3. Mark Fisher, Ghosts of My Life: Writings on Depression, Hauntology and Lost Futures, 2014 
4 hutps://zh.wikipedia.org/wikil [= 
5 httpsi//zh.wikipedia.org/wiki (%-E ( ES?) 
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o MARS ABRS1 (ERB > ABW) - MN -AR> 
KASA-BXAWAES ° BRA BRAFESM > KENNELS PRIA 
DS ; MSBSNGR > SREMBR (8298) (1991) Sead» A—ABshethA se o 


BRAK MRABRIER RA/BIKE! ° MRBRAAMS ? thie Rez 
RELMIKTRERCRARRA  VABCABUESS ARUERST MAR 
Ate o 1 BSCE » DUAR A HO PABIP OK — BRE > BRA RAUB 
BE AELABRAMALE  BERARAR FATT > LIER X HPRANROTLE » Fee 
EMIT RIFE Ty > ERRATUM IRBS © DA RHBRB/\ (Glove) (1984) » 
SPMAAAABRAZE MELTRM > HERTS RARE ABHRK 
ACAD TMA) SSM MRBLERHRM > BLACKS APTOS > 
EMD RARMM > PLLA LAMAR © MSRM PAY TSR) Belongings » SHE MAE 
BR > RAE PT AS AIER ATE RSS © TE analog signal f) VHS » Video-8 + Hi-8 » DV » HDV 3] 
9X55 F) Hologram # AR > SiStSst / LABS RRB) © 





BAW iw=+ Fem > RS analog tis MIB RHA Noise > MR Sze FB) M0 
SREERB—KZER ° SAW 1988 FSVMIRORA AAS > FEAL A a RAS 
FRIAR > AB LRAT ° RERBH—MATANF RR > SBF 
ERG H-ROF(HERR ABBAS > REMARARH RAR 
Blo BARE a2 AL RA— EF Lens-based > RBSRUBSAMARH CHR Kt 
FE) » EBT effect > Noise AVR o MS RRA+ > video RW radio ARH 
BY radio » PRUASERLIR BE oy /\+2EtAEM » video effect as content / message : tt 
Derek Jarman BA) (iH) (1989-1990) > PERRIS FL Stns RAF Se BES MTV > HItSSR 
TSAI A 5 RB BBL BY CARRERE I) > RAO RMEMD > BSSERAPR(E 
OE AER facade ; (TES BEF) (1989) MFM Video effect as virus > HS 
RAMA ATZERET  ABRUSRHRAMS e SUUABRL> F 
LE%% Laurie Anderson 82% » Language Is A Virus tH} William Burroughs /|\BRBES ° SHE 
RF RMB ARAN EACAL : BRRDARER 


SORE RGRETAM/ERRRE TER > CH-NRAREAAWMA » 

(SRL) (1990) RIES RRREME AAWSS) > RAM—-BA—-BHS 
SRB (E > AR AOES fe Sot) RTT Pas APSA ° TSR RR 
Peeping Tom #212 "(#8 HUMETE » BERIRE 2017 BIS ETH Ath RRA EA (8 
CREB OM : DIY WHR) > SKRE CMA) PAMWAER Nikola Tesla hil 
FARARERPRRZASEH  KESSRNFS SSE > Bose Saw _ Bashy © 
sth S ih S > LAE Gregory Ulmer #24489 Electracy — 7% "ORR (Orality) Bl 
Bxb) (Literacy) SRESTSVERA "STR RR) — ft—-RABARAH 
WA FES BHR ° 
6 (SAH @Hetth 1 (Reload_HK) &— Heft 2016 FARE a RA HOR - AES A - SRA AT 
RBA=+S | - CHMMAVESSMY - WR - 360 TIS - PHF - RA - SSSRS - 
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The Scream of Anthem & Emblem 


SAKE ZHSRAL > CRBLHAM EME ° KR SADA RABANAES 
2 CARESANESGRS > SMP MRR CARB > ATS RBEE 
TREY ({c 34h) (1989) > SB BA MRR > HAM MEME (ARS FS) SO 
ki HRM WSR o PERSE RTM FASLEAT+ERSRS 
BARE B\AFRHN SeeAtwBies > Re USB) AT) > Hwmiwigsy 

TRAZER > (PUA IC HERBERT perpetual motion SUERBR ° EIRRATMG SE fait 
NSE (FARBRAR MS 88h) P—-BBR > thE BRT 
Pledge  stHALR AMAA, RAF) HB SRO / SSG / MERA ° 


PHENEREMBSRRAMHAMS RA ORME >» IR) OY BA 
SUBRT Hologram/Horrogram » SRB] E; HRSA) © SESE ih PE TR WR Be HES HBR 4 J A 
ABINARAIRA » LGR ERLE CAS > AMSA RBA process 4 
Boo HEMAMRK > BT /SRIBT/ BR AMSESM MRNA, 
PRA, BR) MOAI CR RBSES) PPERBAT BIR © 2016 MBAS SAA ( 
HS - BoM) Bie CHIE (METSt) ) > SS CERAM AAAB) (Bauhinia Genome) st HUE > 
2H RE) BARR ONA— #8 7H7E Bauhinia Blakeana B44 HF HR AS HF ate 
M8 REAR "inks HMR AB SAAR -ROBESH > BRR 
SPREE ° MAE RASREMBRA AAT > ABA > BH MRER 
FREE RARLE > EEETBAARG DNA HEF > ZRIBB MBAS HAA © PRLHR 
BEBE ONA BES > LARA S BURG > SOS MIS = WR SBR ER 8 ag : Contact 
microphone 7EW ARAB AH oI» BS SA AM CAL SRS RH IHS 
BM. RE (KALE) RAOOR: SRATARSERSAMBSH ° HRS > 
WRAW—-A> FRABA (AMS) RAKES RRRARERS (BR) 

(Anthem) ° AAMMIG2 > MARBRBMBRE: BRYA - Bill Viola 
1983 4 (Anthem) > S24RH/)\27% Seer FESRMY » BREE (SARE: HERA) (1996) — 
(BA B90 Ea = +75 BB BAR AR ARIES ABER > ESHA RES TAD © tthte3I Bill Viola 
BAM SRPARERHEREASREA  BERRRAABHEZEH TR 
BAMHI R © 





M26 AH UFR) Seer Axt > {R Edvard Munch 5& Bill Viola EIREBSTt ° AWS HI 
demblem >—{0 (FIILAR!) HARES MESS acteaitt Stato) RTH © 
FAFA EBARAS SHER hesiSATBRERABAR X KBRARE 
FEAR RAVER © BNE > ARASH ARS DAR > RB REE SPRL HARE 
(OBGRI "© 


BAR > FRILLS RRA > HAR (AWAD A GER+82) > EM (AFM: SBXILBS) © 


7 Mark Fisher, Ghosts of My Life: Writings on Depression, Hauntology and Lost Futures, 2014 














Ellen Pau 


Ellen Pau born in 1961 in Hong Kong, is one of Hong Kong's most influential and 
pioneering artists. She graduated from Hong Kong Polytechnic University with a 
diploma in Diagnostic Radiography in 1982 and has worked as a radiographer in 
Queen Mary Hospital since then. She made her first super-8 surreal film Glove in 
1984 and produced a set of single-channel video works reflecting the political climate 
and social changes in Hong Kong. By the early 1990s, Pau began to incorporate 
sculptural elements and ambient sounds into her video instal-lations, and developed 
a unique visual language that portrays subjectivity through digital me-dia. Throughout 
her thirty years of practice, Pau has continually explored the possibilities of creating 
an alternative viewing experience through the lens, one that is concerned with the 
values inherent to technology and its modes of communicating with the city and daily 
life. 


Pau's works have been extensively exhibited worldwide in film festivals and art 
biennials, in-cluding Hong Kong International Film Festival (1990), 8th International 
Film Festival for Women (Spain, 1992), Copenhagen Cultural Capital Foundation, 
Container 96 (Denmark, 1996), Asia Pacific Triennial of Contemporary Art (Australia, 
1996), Johannesburg Biennale (1997), Gwangju Biennial (2002), among others. In 2001, 
She represented Hong Kong in the 49th Venice Biennale, where the Recycling Cinema 
was first presented and it remains one of her most im-portant works as of today. 


As well as pursuing her artistic practice, Pau is an active spokesperson advocating 
for and promoting the development of media art in Hong Kong. She co-founded 
Videotage, Hong Kong's oldest artist collective, together with Wong Chi Fai, May Fung, 
and Comyn Mo in 1986. In 1996, she founded Microwave International New Media 
Arts Festival, an annual event that consists of exhibitions, conferences, seminars, and 
workshops. In 2014, Pau was appointed by the Hong Kong Arts Development Council 
as a representative of the Art Form Group in Film and Media Arts, and in the same 
year, she also served on the interim acquisition committee of M+ in West Kowloon 
Cultural District. 
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1961 FHERSE ABSRALSARAMENBAHRI— ° 1982 FHF 
SABLASRN LHS > MB REAR RRR ERE BHA BE 
AB ° 1984 FRET S-ES/\RHBRRBH Fm (FE) > RaRET 
— HL BB IAIE (Fo ROR tt BB Ro LETH > MES fea MST TE SE 
Rm PMARBRASTH  RHSRRHGRSER > USRU-BNRS 
FPRIRATEA AAR IEDI REE S °o [+R AIBIIFEE > MOET ENS 


EIRA Be RB M0 a He ARBAB RA EEA > BISSAU ASR > 
EFI BERETA ONS RS iar BABE SRA © 


HB REFRERASORCRRBHLER > QS B HM BHA (1990) » 
B/\GBPR EAR ( PARES , 1992) » BARIGIRIUILRSS MR) (AB, 
1996). BABRCBH=FR ( SMA, 1996) - MBM SR (1997) » 
FEN SER (2002) $ ° 2001 F > EHO+NARHAEMRERS BE PARR 
Hh (BAR) > ABHRRBBIRRE EE RZ—- 


HB RAPLRACRS EERE WE RN BRIEF > RT PURE 
BOBIPESh > SHS RR REALE ° 1986 F > HRTEM RRR EMP 
HP MILRRAR > ARBRE B MRAM ° 1996 FF > HAT ACR 
PRATRAR ATED > RMSE — RAVES > LER TTS SRE LFA © 
2014 FMB RRES SAAS RE BL RGB MS > PRE PETE 
SLE M+ BRB SAMAR ° 
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Zuni icosahedron is founded. 
i#3.—+MRU- 


Glove —Sino-British Joint Declaration, an 

¥£ _ international bilateral treaty, is signed 
between the People’ s Republic of 

China and the United Kingdom, 

PSL 9 AAT FRAT HS 
Baw 
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Fire Sermon Runway Cowgirls TVGame ofthe Year rained The May 28th Parade rallies 1.5 








Suse cai se' | S {850/888 11 million people in Hong Kong 

@ = Garden at Fringe Drained © Love in the Time of Blue Following the June 4th massacre, 
MBB a Cholera gE the Hong kong Alliance in Support 
She Moves Re MSESS of Patriotic Democratic 
thas Movements in China has 


organised a candlelight vigil every 


Song of the Goddess 
BUBBA 

Video Vogue 
FRA) 
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= = Drained Ill Hong Kong Arts Development Councils 
8 S  aemaRAN established, which is a statuorty body set up 
s & Pledg by the Government to support the broad 
ct) development of the arts in Hong Kong, 
SREAO RGR ARES BS 


‘ESTEEM 


Film and Media Art Group is established under the Hong Kong Arts 
] Development Council 

SARHLARLILAE RIMS HSA 

Para Site is founded by Lisa Cheung, Leung Chi-Wo, Leung Mee-Ping, 
Patrick Lee, Phoebe Man Ching-Ying, Tsang Tak-Ping, and Sara Wong, 
Chi-Hang. 

Para SiteS WPM BM RSA RI FSH SCH MS AL 


The art community in Hong Kong undergoes an intense period of transition from 1998 to 2001, 
moving throughout the city from Oil Street Artist Village in North Point, to a former 
slaughterhouse in Cheung Sha Wan and finally resettling in a former livestock quarantine depot 
in Ma Tau Kok, currently known as Cattle Depot Art Village. 
199855 3120015 2 #85 ARAN RAAB ES OST» GES? (CHE SE YASH A Vb 
Asian Financial Crisis Bi RLS SNA BETIS AS AEE HS > 
Shea 












ForSomeReasons SARS outbreaks in Hong Amass protest of 





8 3 ATEERA Kong. hundreds of thousands of 

Nn a SARSIB people is held on July Ist, 
Leslie Cheung Kwok Wing 2003 to oppose the 
committed suicide in the anti-subversion Hong 
Mandarin Oriental Hong Kong Basic Law Article 23, 
Kongon April 1st TAIBSOMA elitist 
4R1BEESERRLER 
SsaBat: 








aieet 





Disenchantment of the Statue 
ae 


year on June 4th in Victoria Park. This Diversion Here's Looking At You, Kid! (In collaboration with Wong 
massacre also urged mass migrations PROBS Chi-fai and Yau Ching) 

from Hong Kong Video isa Hole — -F#i | RE (Pn) Rt] OK (LIER HNF StF) 

)\ Bi 3188553288 AB1SOR At sel Alice Doesn' t Live Here Anymore ~ Man & Earth (In 

i MRL PSSM NADAEESH collaboration with Chan Pik Yu and Jessie Dai) 

EEA AETHER ADT PF AIBY S| AURAGH ~ KIA (OURAN RESETS 1) 

GACRM 


The Lost Installation 
eR 

Bik Lai Chu 

Pledge: 323% 


Drained IV Movement #1/10 

eSAHBSIV Bite #1/10 

1 Can Only Tellitto Strangers Video Circle : Recycling Opera 
MRT: WA TIRETN | BRE RM 

The Great Movement The Great Movement : Red Stock 
xi AAT 


Sovereignty over Hong Kong is Sweetness 
transferred from the United # 
Kingdom to the People's Republic 

of China on July Ist. 

TALBRASLGBERT PAR 

SER 


Recycling Cinema Seduction of 
‘MERE PR Pledge: Art Window 
Expiration Ri2e23ikae 
sae & 


Not Yet Fanfare for the Common People 
x nae 





Occupy Central, also known as the Umbrella Movement, 
a large-scale show of civil disobedience, begins in Hong 
Kong on September 28th. It calls on protesters to block 
roads and to paralyse the city's financial district if the 
Beijing and local governments did not agree to 
implement universal suffrage for the 2017 Chief 
Executive election and the 2020 Legislative Council 
election. 


201429 A 26 ERS PIM thin RR AG For Some Blues Emergence 
BPVARRHA RAM TMS BAe SE He Same (Awork in progress) 
WTAE RIT HEL RAPMSMARARARR a (itr) 
RAW ME201 TVR ARS R201 6% Wik wT 

SRALIRAR A IES HH MATA BY A eI LL 

EPR ILI WTDMENR 


There is a crackdown on 
street hawkers in Mong Kok 
that led to a disturbance on 
Chinese Lunar New Year. 
EM RR 


Distributed Firework: 20th anniversary of the 
DIY Hologram establishment of HKSAR. 


CkER Cnt SARTRE 200s 
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| Don't Have Time to Deal with Fear Wartime bombs are found on 
Bib AaRa the construction site of the 
Light A Little Dusty Wind Field Shatin-Central rail link in 
Stahl RUA EROS OME = January. 
—ARFD PORE HRE 
DFM: 


eHH ARR ares 





